Comments on the artistic interchange between conquered Byzantium and Venice as well as on its political background by Drakopoulou Eugenia
179
Political choices and historical imperatives dictated a rap-
prochement of the Eastern and Western Churches in the fif-
teenth and sixteenth centuries. The Venetian state, attracted 
by the superiority of Byzantine culture, always coveted a 
seat among its beneficiaries, while renowned Byzantine ex-
iles sought Venetian assistance against the Ottomans. The 
Orthodox artworks they brought with them, gave the artists 
of Renaissance Venice the opportunity to commune with the 
art of Constantinople, creating new cultural contributions. 
In the first decades of the sixteenth century, the political and 
religious alliances of Ohrid and the West were associated 
with a Venetian-inspired artistic revival in painting on the 
territory of the Archbishop of Ohrid.
Key words: Post-Byzantine Painting, Venice, Ohrid, Kasto-
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Archbishop Prohoros
From my ﬁ  rst encounter with the writings of Gojko 
Subotić on Ohrid and Kastoria, I was impressed by the art 
historian’s penetrating insight, as well as by the scholar’s 
ability to interpret cultural phenomena by combining his-
torical information. Subsequently, I was fortunate enough to 
have the opportunity to work with him and admiringly ob-
serve his combinatorial thinking and his deep knowledge of 
European culture, of Byzantine as well as Western art. I shall 
never forget our long discussions during research expedi-
tions with him bringing to life the distant past of monuments 
and inscriptions through his passion to uncover their secrets. 
These musings on the cultural exchanges between Venice 
and Byzantium in the ﬁ  rst centuries after the Ottoman con-
quest are a small return gift for his honorary volume.
In the ﬁ  fteenth century, Venice prevailed in the Medi-
terranean, and this triumph is an important historical is-
sue, where everything came together; the virtues of a hard-
working people, the wisdom of an astute government, the 
accidents of history. However, we should not forget that this 
triumph also resulted from the compliance and weaknesses 
of the Byzantine Empire, upon which Venice imposed its 
services. It was Venice that turned the Fourth Crusade to-
wards Constantinople. The sack of the capital of Byzantium 
and the division of the Empire set the stage for the glory 
of Venice. Plunder was one goal. However, the conquerors 
had an equally important goal: parceling out the plundered 
culture. One important act of political ambition and artis-
tic interchange was the transport of the Byzantine Madonna 
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from conquered Constantinople to the Basilica of St. Mark. 
We can detect the painting style and Greek inscriptions of 
the icon in a series of works of Venetian workshops, espe-
cially in the works of the major ﬁ  fteenth century workshop 
belonging to the Bellini family.1 At the same time, the sym-
bolic importance of the Virgin of St. Mark for the historical 
fortune of the Doges’ city was demonstrated in May 1797, 
a whole six centuries after the icon was brought from Con-
stantinople, when the Venetians appealed to her to save the 
city from Napoleon’s forces.2 For centuries, Europeans have 
drawn from the sources of culture in the same fashion, trans-
planting, mixing, and giving objects new life.
The new life a Renaissance artist from Venice under-
took to give to a work of Orthodox art from the Palaiologan 
period is associated with the contribution of a Byzantine ex-
ile who deeply honored Venice and was deeply honored in 
return. In 1472, Gentile Bellini was commissioned to paint 
the door of a tabernacle, which housed a reliquary with two 
relics of the True Cross and two pieces of Christ’s robe. 
This reliquary was the famous staurotheke (ﬁ  g. 1) Bessarion 
had given to the Venetian Scuola Grande dei Battuti della 
Carità,3  which held a prominent position in the political and 
religious life of Venice.4 In 1463, Bessarion had been elected 
a member of its confraternity and had marked the occasion 
by pledging a precious reliquary cross.5 The reliquary’s ﬁ  rst 
round of adventures came to an end in the Albergo of the 
Santa Maria della Carità in 1472–1473 with Gentile Bellini’s 
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1 Cf. R. Goffen, Icon and vision: Giovanni Bellini’s half-length Ma-
donnas, The Art Bulletin 57 (1975) 487–518.
2 Ch. A. Maltezou, Βενετία και Βυζαντινή Παράδοση. Η εικόνα της 
Παναγίας Νικοποιού, Σύμμεικτα 9B (1994) 7. 
3 Bessarione e l’umanesimo. Catalogo della mostra, ed. G. Fiacca-
dori, Napoli 1994, n. 112; Byzantium. Faith and power (1261–1557), ed. 
H. C. Evans, New York – New Haven 2004, n. 325; Bellini and the East, 
ed. C. Campell, A. Chong, London 2005, 36–65.
4 B. S. Pullan, Rich and poor in Renaissance Venise. The social 
institutions of a Catholic state to 1620, Oxford 1971, 37–38; T. Pignatti, 
Le scuole di Venezia, Milano 1981, 30–35.
5 Bessarione e l’umanesimo, with the previous bibliography; M. 
Zorzi, Bessarion and the defence of the Greek world, in: Nürnberg und das 
Griechentum. Geschichte und Gegenwart, ed. E. Konstantinou, Frankfurt 
2003, 49–63; Ch. Maltezou, Άννα Παλαιολογίνα Νοταρά. Μια τραγική μορ-
φή ανάμεσα στον βυζαντινό και τον νέο ελληνικό κόσμο, Venice 2004.180
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commission to create a new work that would protect the sa-
cred relic (ﬁ  g. 2).
The Staurotheke’s second round of adventures began 
with the dissolution of the confraternity in the eighteenth 
century, when it passed into private hands and, in 1821, it be-
came the property of Emperor Francis I of Austria. In 1949, 
after World War I, it was returned to Venice. There, Italian 
sensibility, as well as, perhaps, historical conjunctions ac-
corded it an enviable spot in the Accademia, the building of 
the Scuola della Carità, in the same location Bessarion had 
originally intended for it. 
However, its ﬁ  rst round of travels had resulted from 
the political and religious maneuvering between Constan-
tinople, Rome, and Venice; these involved a series of peo-
ple, all associated with Bessarion. The Irene Palaiologina 
referred to in the inscription of the cross remains uniden-
tiﬁ  ed, although various identiﬁ  cations have been proposed, 
linking the princess with the emperors, Michael VIII (r. 
1259–1282), Michael IX (r. 1295–1320), John VIII (r. 1425–
1448), and Constantine XI (r. 1449–1453).6 In any case, the 
stylistic features of the Cruciﬁ  xion scenes ornamenting the 
reliquary date the original decoration of the piece to the 
Palaiologan period, and more speciﬁ  cally the second half 
of the fourteenth century.7 Another, less legible, inscrip-
tion on the holy relic has been interpreted as ΓΡΗΓΟΡΙΟΥ 
ΠΝ[ΕΥΜΑΤΙΚ]ΟΥ (of Gregory the confessor); this person 
has been identiﬁ  ed as Gregory, the Uniate Patriarch of Con-
stantinople from 1445 to 1455 (†1459).8 If this is a correct 
reading of the inscription, it is reasonable to assume that 
Gregory received the Cross from Irene Palaiologina before 
he became Patriarch (summer 1445), an ofﬁ  ce that otherwise 
should have been mentioned in the inscription. The precious 
Cross probably came into Bessarion’s keeping in the mid-
ﬁ  fteenth century, while he was with the Patriarch in Rome 
tending to the Byzantine exiles and negotiating with the 
Western powers over the fate of the Orthodox peoples. The 
popes of Rome, especially the learned humanist Enea Silvio 
de’ Piccolomini, later Pope Pius II, from 1450, played an 
important role in the efforts of Gregory and Bessarion. As re-
gards Pope Pius II, we should not forget that the central idea 
of his pontiﬁ  cate was the liberation of Europe from Turkish 
domination; although seriously ill, he placed himself at the 
head of a crusade, which never actually occurred, and left 
Rome for the East. He died on August 14, 1464, waiting in 
vain for Doge Christoforo Moro of Venice in Ancona (ﬁ  g. 3).
It was one year earlier in August 1463, in Venice, that 
Bessarion had been elected a member of the Scuola della 
Carità9 during negotiations with that same doge over the 
crusade. As previously mentioned, he then promised to do-
nate the reliquary, an object whose importance might have 
equaled that of his library, which he also donated ﬁ  ve years 
later to Venice, a city where [the Greeks] feel they are en-
tering another Byzantium. In approaching the Scuola della 
6 E. Trapp, Prosopographisches Lexikon der Palaiologenzeit, Wien 
1976–1996, n. 21357; Byzantium. Faith and power, 541. 
7 L’art byzantin, art européen (catalogue), Athènes 1964, n. 184; 
M. Chatzidakis, Icônes de Saint-Georges des Grecs et de la collection de 
l’Institut, Venise 1962, XXXVII, XLIX (n. 3); idem, Εικόνες της Πάτμου. 
Ζητήματα Βυζαντινής και μεταβυζαντινής ζωγραφικής, Athens 1995, n. 6; 
Bessarione e l’umanesimo, n. 112; Byzantium. Faith and power, n. 325.
8 J. Darrouzès, Les regestes des actes du Patriarcat de Constanti-
nople I/VII, Paris 1991, Nos. 3396–3409; V. Laurent, Le corpus des sceaux 
de l’Empire byzantin V/3. L’Eglise. Supplément, Paris 1972, 1636 bis; 
Trapp, Prosopographisches Lexikon der Palaiologenzeit, n. 4591; M. Ca-
couros, Un patriarche à Rome, un katholikos didaskalos au Patriarcat et 
deux donations trop tardives de reliques du Seigneur: Grégoire III Mamas 
et Georges Scholarios, in: Βυζάντιο. Κράτος και Κοινωνία. Μνήμη Νίκου 
Οικονομίδη, ed. A. Avramea, A. Laiou, E. Chrissos, Athens 2003, 71–124; 
Th. Ganchou, Georgios Scholarios, «secrétaire» du patriarche unioniste 
Grégorios III Mammas? Le mystère résolu, in: Le patriarcat œcuménique 
de Constantinople aux XIVe–XVIe siècles. Rupture et continuité. Actes du 
colloque international, Paris 2007, 119–123. 
 9 G. B. Schioppalalba, In perantiquam sacram tabulam Greacam 
insigni Sodalitio Sanctae Mariae Caritatis Venetiarum ab Amplissimo Car-
dinali Bessarione dono datam dissertario, Venezia 1767, 123.
Fig. 1. Reliquary of Cardinal Bessarion, Venice, Gallerie 
dell’Accademia 181
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Carità, Bessarion combined his immediate aspirations with a 
long-term strategy. This political and religious action is also 
associated with two important ﬁ  gures: Ulisse Aliotti, Guard-
ian Grande of the Scuola, ofﬁ  cial notary, dogal secretary, and 
count palatine, who signed the act of donation of Bessarion’s 
reliquary,10 as well as Andrea della Sega, Guardian Grande 
of the Carità. The latter wrote to Bessarion in May 1472, de-
scribing the rapturous welcome Venice had given the Cross, 
the great celebration in the presence of the Doge that took 
place in the Grand Canal, the heart of the transportation sys-
tem of the Mediterranean, and the temporary installation of 
the Cross on the High Altar of St. Mark’s.11 The mobilization 
of all these personages had one basic objective: to create an 
alliance of the Christian powers against Ottoman expansion. 
In this alliance, the defeated Byzantines saw hope for salva-
tion through another crusade, the Papal Church perceived 
another path to imposing its authority over Europe, while the 
Serenissima had a special interest in curbing the Ottoman’s 
increasing power in the Mediterranean.
Thus, Bessarion’s reliquary became both the symbol 
of a crusade and a priceless gift to Venice, to a society that 
accorded a fundamental importance to sacred relics, espe-
cially relics of the Holy True Cross. This is evidenced by 
the fact that, even before Bessarion’s donation, the city of 
Venice had at least six pieces;12 one of these was in the pos-
session of the Scuola di San Giovanni Evangelista, another 
confraternity that played a very important role in Venetian 
life. This Scuola was renowned for possessing the miracle-
working fragment of wood from the True Cross, which had 
been donated in 1369 by Philippe de Mérzières, Chancellor 
of Cyprus and Jerusalem. Leading Venetian painters were 
Fig. 2. Gentile Bellini, Cardinal Bessarion and two members 
of the Scuola della Carità with the Bessarion reliquary. 
1472–1473, London, National Gallery
10 Schioppalalba, op. cit., 132; Bessarione e l’umanesimo, 369, 378. 
11 Schioppalalba, op. cit., 142–145. 
12 A. Frolow, La relique de la Vraie Croix: recherches sur le déve-
loppement d’un culte, Paris 1961, 155–158.
Fig. 3. Pinturicchio, Paul II arrives in Ancona to launch 
the crusade (a detail). 1502–1507. Siena, Cathedral, 
Piccolomini Library182
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commissioned to portray the miracles performed by this 
holy relic, among them Giovanni Bellini and Vittore Carpac-
cio; later on, the Vendramin family, who had experienced a 
miracle, commissioned Titian to depict the Reliquary of the 
True Cross yet again.13
Painting was an art that played a very signiﬁ  cant role in 
the culture of Renaissance Venice, and therefore in 1472, the 
same year the great celebration was organized to welcome 
Bessarion’s Staurotheke, the Scuola della Carità commis-
sioned Gentile Bellini to paint the Byzantine exile’s portrait14 
as well as the door of the tabernacle where the holy relic was 
housed. Ulisse Aliotti was most probably involved in choos-
ing the painter, since one of his poems praised Jacopo Bellini, 
Gentile’s father as a new Apelles and Pheidias.15 In any case, 
the Bellini family had already begun working in 1460 on the 
monastery church of the Carità.16 The choices Gentile Bellini 
made to execute the work constituted an essential re-novatio. 
The comments by M. Chatzidakis on the Palaiologan art of a 
Patmos icon seem to be valid about Bellini’s artwork as well: 
these works are addressed to an educated public, which was in 
a position to appreciate, if not to demand, this reﬁ  ned and ten-
der lyricism.17 In his reproductions of the seven small scenes 
from the Cruciﬁ  xion, which he developed slightly in width, 
he faithfully reproduced the Greek inscriptions and the move-
ments of the sacred personages. However, while executing the 
paintings, he distanced himself from the details and from the 
domination of red so prevalent in the Palaiologan work, giv-
ing priority to ochre and complementary black shades. This 
key decision creates an atmosphere of modesty and respect, 
which also dominates the lower part of the Renaissance work 
with the kneeling ﬁ  gures of the dedicators-patrons. The ﬁ  gure 
of Bessarion wears a black monk’s habit; his face and implor-
ing hand stand out. His presence is juxtaposed with the be-
seeching ﬁ  gures of the Confraternity members, clad in white 
robes bearing the Carità’s pink and black badge. The painting, 
13 The paintings of Gentile Bellini and Vittore Carpaccio with the 
Miracle of the True Cross at the Bridge of San Lorenzo are in the Acca-
demia Museum in Venice and the Titian’s painting The Vendramin family 
in the National Gallery of London. Cf. Ph. Pouncey, The miraculous Cross 
in Titian’s Vendramin family, Journal of the Warburg and Courtauld Insti-
tutes 2 (1938–1939) 191–193.
14 The painting is lost.
15 L. Testi, La storia della pittura veneziana II, Bergamo 1909, 159.
16 P. Fortini Brown, Venetian narrative painting in the age of Car-
paccio, New Haven 1988, 269–272.
17 Chatzēdakēs, Εικόνες της Πάτμου, 54. 
Fig. 4. Paolo Taccone, statue of Apostle Andrew and dedicatory inscription, 1463. Rome,  Tempietto di Sant’Andrea a Ponte Milvio 
Fig. 5. Paolo Taccone, tomb of Pius II. 1465–1470, detail.
Rome, church of Saint Andrew “della Valle”183
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as faithful to its prototype as is necessary and departing from 
it as needed, constitutes a deﬁ  nite renovatio by a painter who 
knew, respected, and valued a different type of artistic expres-
sion. In the same way, Venice ultimately assimilated Byzan-
tine culture.
During the same period, an event occurred in Renais-
sance Rome that was also associated with the vision of a 
Christian crusade against the Ottomans. Its artistic depiction, 
however, did not draw in any way on Byzantine aesthetics or 
the Greek language for the accompanying inscriptions. We 
are referring to the arrival in Rome from the city of Patras of 
the Skull of Saint Andrew, carried by Thomas Palaiologos, 
Despot of the conquered Moreas and brother to Konstantinos 
Palaiologos. Once again, Bessarion was the mediator and he 
received the holy relic near the Tiber’s Milvian Bridge. On 
April 11, 1462, after the ofﬁ  cial Palm Sunday ceremony in 
the Church of St. Peter in the Vatican, Pope Pius II depos-
ited the holy relic in the church before a massed throng of 
very emotional worshippers. Then Bessarion, in a memora-
ble speech reminded him of the miracles performed by St. 
Andrew, the Apostle Peter’s brother, and urged the Pope, as 
Peter’s heir, and Rome’s ﬂ  ock to embark on a new crusade 
against the Ottomans.18 
The following year, the Pope erected a monument by 
the Milvian Bridge, on the site of the initial ceremonies: the 
Tempietto di Sant’Andrea a Ponte Milvio. Paolo Taccone 
was probably the sculptor commissioned by the Pope to cre-
ate the Renaissance statue of Apostle Andrew, which was 
accompanied by a large marble latin inscription (ﬁ  g. 4).19 
The central relief of the tomb of Pius II in the church of 
Sant’Andrea della Valle in Rome portrays Bessarion’s deliv-
ery of the Skull of St. Andrew to the Pope in the same purely 
Renaissance style; the work was created under the artistic di-
rection of Paolo Taccone (ﬁ  g. 5). Renaissance Rome had its 
own ways of depicting political and religious affairs through 
art, which differed from those of Venice.
And interestingly in the following century, it was to 
Rome, the Holy See, that Orthodox churches sent requests 
for convergence. I am referring to the help sought from the 
West by the leadership of the Ohrid Archbishopric because 
of the problems brought about by the Ottoman conquest. 
During the ﬁ   rst half of the sixteenth century, the Ohrid 
Archbishopric was dominated by the energetic and ambi-
tious personality of Archbishop Prohoros (c.1525–1550), 
who was very active on the religious, political, and cultural 
fronts.20 We know that in April 1548, after ordaining Bishop 
Pafnoutios, Prohoros sent him to minister to the faithful of his 
Archbishopric who had settled in Southern Italy, while in the 
same year, the Archbishop corresponded with Pope Paul III.21 
The pursuit of friendly relations with the Papal West on the 
part of the Orthodox and steadfastly Greek-speaking envi-
ronment of the Archbishopric of Ohrid under Prohoros was 
a political stance that the Archbishopric maintained for two 
centuries. The right of the Orthodox faithful to retain their 
ceremonial mores and customs, along with, however, the ob-
ligation to cite the name of the Pope and to add the Filioque 
to the Creed, consistently characterized this stance.22 The 
culmination of the Archbishopric’s pro-Western movements 
was a letter the Ohrid Archbishop and the bishops of Velesa, 
Velegrada, and Kastoria sent to Don Juan of Spain on June 1, 
1576 requesting him to liberate their ﬂ  ocks.23
As early as the ﬁ  fteenth century, these pro-Western and 
pro-unionist movements in the Orthodox environment ex-
pressed themselves by creating new iconographic themes.24 
In the Orthodox iconography of the ﬁ  fteenth and sixteenth 
centuries, the symbol of this unionist policy was the depic-
tion of the Apostles Peter and Paul embracing or holding a 
replica of the Duomo of Florence.25
18  Pii II Secundi Pontiﬁ  cis  Max.  Commentarii, Frankfurt 1614, 
192–200.
19 S. Cesari, Magister Paulus: uno scultore tra XIV e XV secolo, 
Roma 2001.
20 C. Grozdanov, Studii za ohridskiot živopis, Skopje 1990, 150–
158, 217–218. For the activity of Prohoros v. E. Kōnstantinou (Tegou-Ster-
giadou), Η Αρχιεπισκοπή Πρώτης Ιουστινιανής. Συμβολή στη διερεύνηση 
του προβλήματος, Thessaloniki 2001 (unpublished doctoral disertation), 
121–125.
21 S. Varnalidēs, Ο αρχιεπίσκοπος Αχρίδος Ζωσιμάς (1686–1746) 
και η εκκλησιαστική και πολιτική δράσις αυτού, Thessaloniki 1974, 64; A.-
P. Péchayre, L’archevêché d’Ochrida de 1394 à 1767, Échos d’Orient 35 
(1936) 281; D. Pantos, Ο αρχιεπίσκοπος Αχρίδας Πρόχορος (; –1550) και 
οι σχέσεις του με τη μονή Δοχειαρίου, Athens 2009, 116, n. 75. 
22 Varnalidēs, op. cit., 64–65; Péchayre, op. cit., 282–283.
23 N. Svorōnos, Η Μακεδονία κατά τους νεωτέρους χρόνους, in: 
Μακεδονία: 4000 χρόνια  Ιστορίας  και  Πολιτισμού, ed. M. Sakellariou, 
Athens 1982, 389; A. Vakalopoulos, Ιστορία της Μακεδονίας 1354–1833, 
Thessaloniki 1988, 183; Varnalidēs, op. cit., 66–67.
24 N. Gkioles, Εικονογραφικά θέματα στη βυζαντινή τέχνη εμπνευ-
σμένα  από  την  αντιπαράθεση  και  τα  σχίσματα  των  δύο  Εκκλησιών, in: 
Θωράκιον. Αφιέρωμα στη μνήμη του Παύλου Λαζαρίδη, Athens 2004, 274; 
A. G. Mantas, The iconographic subject “Christ the Vine” in Byzantine 
and Post-Byzantine art, Δελτίον ΧΑΕ 24 (2003) 347–360.
25 Ch. Baltogiannē, Εικόνες. Συλλογή Δημητρίου Οικονομοπούλου, 
Athens 1985, Νο. 162; Ν. Chatzēdakē, Από τον Χάνδακα στη Βενετία. 
Fig. 6. Embrace of Peter and Paul. Kastoria, 
Church of the Holy Apostles, detail
Fig. 7. Embrace of Peter and Paul. Kastoria, 
Church of Saint George Mouzeviki, detail184
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In Kastoria, the protothroni of Ohrid,26 in 1547, dur-
ing Prohoros’ archbishopric, there were two such represen-
tations, in a church dedicated, not by chance, to the Holy 
Apostles:27 these are a representation of the Embrace in the 
exterior niche of the church above the central door and a rep-
resentation of Peter and Paul holding the replica of a church, 
in its interior. The ﬁ  rst representation in a niche above the 
door depicts the full ﬁ  gures of the two saints embracing; it 
is accompanied by the inscriptions Ο ΑΓΙΟΣ ΠΕΤΡΟΣ and 
Ο ΑΓΙΟΣ ΠΑΥΛΟΣ, while Christ appears in a semi-circle 
and blesses them (ﬁ  g. 6). The representation of the Embrace, 
most likely the creation of the ﬁ  fteenth century Cretan paint-
er Angelos,28 with a distinctly unionist message, is located 
also in another Kastoria church, dating to the second half 
of the sixteenth century. The Embrace on the northern wall 
of the church of St. George in the Mouzeviki parish, one 
of the church’s few well-preserved representations (ﬁ  g. 7), 
may be an indication of the existence of a broader unionist 
climate in the city during that period. In any case, in 1547, 
the wall paintings of the church of the Holy Apostles in Kas-
toria were created by Onoufrios, a learned protopapas and 
exceptionally gifted painter,29 who was very active and re-
nowned in the Archbishopric and a close collaborator of the 
dynamic Archbishop Prohoros. We know, from the ktetoric 
inscription in the Kastoria church, that that his family was 
from Argos and that he spent time in Venice; this was ﬁ  rst 
staunchly supported by the late George Golombias.30 This 
information brings the painter closer to the pro-Western ide-
ological choices of the district’s sitting Archbishop during 
that period. Initially, we should also keep in mind a historical 
conjunction: in 1560, the Peloponnesian city of Argos passed 
from Venetian to Ottoman rule. Thus, Onoufrios very prob-
ably followed a wave of refugees to Venice, possibly as the 
protégé of the last Catholic bishop of Argos. The painter’s 
stay and apprenticeship in Venice is, on the one hand, clearly 
and proudly stated in the ktetoric inscription of Kastoria’s 
Holy Apostles church, and on the other, evident in the abun-
dant Western elements dominating his paintings, frescoes, 
and portable icons.31 Tall, thin ﬁ  gures of saints with traces 
of Late Gothic style (ﬁ  g. 8) placed between arches decorated 
with skylights of a purely Italian origin, architectural ele-
ments and iconographic details creating an atmosphere that 
exudes Italy in this Kastoria church, despite the fact that the 
underlying canvas of Onoufrios’ art remains Byzantine. At 
Ελληνικές  εικόνες  στην  Ιταλία, 15ος–16ος  αιώνας, Athens 1993, 76–80; 
A. Stavropoulou, Une version de la Traditio Legis sur une icône italo-
crétoise, in: Βενετοκρατούμενος  Ελληνισμός:  Άνθρωποι,  χώρος,  ιδέες 
(13ος–18ος αι.). Πρακτικά Διεθνούς Επιστημονικού Συνεδρίου (Βενετία, 3–7 
Δεκεμβρίου 2007), ed. Ch. Maltezou, Α. Tzavara, D. Vlassi, Venezia 2009, 
725–739, with extended bibliography.
26 For the artistic activity in Ohrid v. G. Subotić, Sveti Konstantin i 
Jelena u Ohridu, Beograd 1971; C. Grozdanov, Ohridsko zidno slikarstvo 
XIV veka, Beograd 1980; G. Subotić, Ohridska slikarska škola XV veka, 
Beograd 1980.
27 G. Gounarēs, Οι τοιχογραφίες των Αγίων Αποστόλων και της 
Παναγίας Ρασιώτισσας στην Καστοριά, Thessaloniki 1980, 22; G. Gkolom-
pias, Η κτητορική επιγραφή του ναού των Αγίων Αποστόλων Καστοριάς και 
ο ζωγράφος Ονούφριος, Μακεδονικά 23 (1983) 331–343; Ε. Drakopoulou, 
Inscriptions de la ville de Kastoria (Macédoine) du 16e au 18e siècle: tra-
dition et adaptation, REB 63 (2005) 19–21.
28 M. Chatzēdakēs, Έλληνες ζωγράφοι μετά την Άλωση (1450–1830) 
I, Athens 1987, 147–150, ﬁ  g. 9; M. Vassilaki, A Cretan Icon in the Ash-
molean: the Embrace of Peter and Paul, JÖB 40 (1990) 410, ﬁ  g. 1, 6, 7, 
8, 9, 10; Εικόνες της Κρητικής τέχνης. Από τον Χάνδακα ως την Μόσχα 
και την Αγία Πετρούπολη, Heraklion 1993, ed. Μ. Bormpoudakēs, n. 118; 
M. Vassilaki, Commissioning art in ﬁ  fteenth-century Venetian Crete: the 
case of Sinai, in: Βενετοκρατούμενος Ελληνισμός: Άνθρωποι, χώρος, ιδέες 
(13ος–18ος αι.), 744.
29 Gounarēs, op. cit.; Gkolompias, op. cit., 331–343; M. Chatzē-
dakēs, E. Drakopoulou, Έλληνες ζωγράφοι μετά την Άλωση (1450–1830) 
II, Athens 1997, 235, 256–258; E. Drakopoulou, Ζωγράφοι από τον ελλη-
νικό στον βαλκανικό χώρο. Οι όροι της υποδοχής και της αποδοχής, in: 
Ζητήματα Μεταβυζαντινής Ζωγραφικής στη μνήμη του Μανόλη Χατζηδάκη, 
ed. Ε. Drakopoulou, Athens 2002, 109–110; Z. Rasolkoska-Nikolovska, 
La peinture murale dans les églises de la Transﬁ  guration et de Saint-Nico-
las à Zrze – ouvrage du peintre Onoufrie, Resumé, in: XVI Internationaler 
Byzantinistenkongress, Vienna 1981, 2–4 ; I. Gergova, Deux portes royales 
macédoniennes au Musée national historique de Soﬁ  a, Zbornik, Muzej na 
Makedonija 2 (1996) 149–165; Z. Rasolkoska-Nikolovska, Tvoreštvoto na 
slikarot Onufrij Argitis vo Makedonija, Zbornik za srednovekovna umet-
nost 3 (2001) 142–151; M. Mašnić, Dve novootkrieni dela na golemite 
slikari od XVI vek. Onufrij od Argos i Jovan od Gramosta, Zbornik za sred-
novekovna umetnost 3 (2001) 152–183; I. Sisiou, Εικόνες του Ονουφρίου 
τάχα και ζωγράφου στην Καστοριά, Niš and Byzantium VIII (Niš 2010) 
335–354.
30 V. n. 27 supra.
31 Cf. M. Garidis, La peinture murale dans le monde orthodoxe 
après la chute de Byzance (1450–1600) et dans les pays sous domination 
étrangère, Athènes 1989, 202–210; Ε. Drakopoulou, Icons from the Or-
thodox Communities of Albania (exhibition catalogue), ed. A Tourta, Thes-
saloniki 2006, 58–78. 
Fig. 8. Saint Lavrentios. Kastoria, Church of the Holy Apostles
Fig. 9. Holy Trinity, Shelcan near Elbasan, 
Church of Saint Nicholas 185
Drakopoulou E.: Comments on the artistic interchange between conquered Byzantium and Venice
the same time, the painter’s high education, evident in the 
dedicatory and ktetoric inscriptions of his works, is most 
likely associated with the existence of an important educa-
tional institution, the Ohrid Museum, a clerical school where 
instruction in the Greek language, theology, and literature was 
of paramount importance.32 He was evidently a painter with 
an extensive knowledge of Palaiologan art and who was en-
riched through his experience of Western painting, which he 
encountered and assimilated in Venice. Onoufrios was also in 
a position to transmit pro-Western ideas and tendencies to the 
Orthodox churches within the pro-unionist environment of the 
seventeenth century Ohrid Archdiocese. 
Two representations of the Holy Trinity, also by Onou-
frios, in the churches of St. Nicholas in Shelcan near Elbasan 
(Albania) and of the Holy Apostles in Kastoria support this 
hypothesis. These portrayals of the triadic Deity, frequently 
charged with ideological messages, acquire particular im-
portance if they are associated with the spiritual, religious, 
and political climate of the time in the Ohrid Archdiocese. 
The ﬁ  rst representation, in the church of St. Nicholas in 
Shelcan,  with the inscription ΑΓΙΑ ΤΡΙΑΣ portrays a three-
faced Christ ﬁ  gure that radiates light (ﬁ  g. 9).33 The rare, in 
Orthodox painting, representation, which is also reported to 
exist in the Church of the Transﬁ  guration at Zrze,34 where 
Onoufrios also worked, is directly linked to the Western 
Three-Headed Trinity, which was widespread in the Catho-
lic West during the ﬁ  fteenth and sixteenth centuries. At this 
precise time, the extensive revival of the pre-Christian three-
headed iconographic subject, along with the simultaneous 
elimination of the common upper body from where the three 
faces of the Holy Trinity emerge, in older representations, 
has been associated with the effort to strengthen the doctrine 
of the procession of the Holy Spirit from the Son as well, 
as the existence of a common upper body strengthened the 
Orthodox doctrine of the procession solely from the Father.35 
The clear emphasis on the face of Christ in Onoufrios’ wall-
painting in Shelcan, which aims to emphasize the doctrine 
of the procession of the Holy Spirit by the Son (Filioque) as 
well, is also pursued in another representation by the same 
painter in Kastoria’s Holy Apostles church, which contains 
the above-mentioned wall-paintings of the Apostles Peter 
and Paul with their unionist elements.
Recent conservation work on the roof of the church in 
Kastoria brought to light an anthropomorphic representation 
of the Holy Trinity on the western wall, above the entrance 
(ﬁ  g. 10).36 The center of the representation is occupied by a 
bust within concentric circles, with the features of Christ and 
the long white hair of the Ancient of Days. The portrayal of 
the Father and the Son as one ﬁ  gure that blesses is accompa-
nied by the inscriptions Ο ΩΝ, Ι(ΗΣΟΥ)C X(ΡΙΣΤΟ)C and 
Ο ΠΑΛΑΙΟΣ ΤΩΝ ΗΜΕΡΩΝ, while a text regarding Christ 
Pantocrator is recorded on the eiliton.37 A large inscription 
on the lower part of the wall painting refers to observing the 
Laws to ensure Future Salvation. The absence of the Holy 
Spirit from the representation leads us to think it was a delib-
erate omission that aimed to accentuate the presence of the 
Son and the Holy Spirit’s procession from Him. Similarly, 
in earlier representations of the Hetoimasia of the Throne, 
the omission of the Gospel aimed to strengthen the Ortho-
dox doctrine of the procession of the Holy Spirit from the 
Father alone.38 This theory is reinforced by Christ’s accentu-
ated role in the composition, both iconographically as well 
as through the inscriptions. It appears that the correct choice 
of artist was made when donors selected the eclectic painter 
and learned priest, Onoufrios, who had apprenticed in Ven-
ice, to portray in a representation with theological implica-
tions the unionist climate of the Archbishopric in the time of 
Archbishop Prohoros. His art was widespread and his son 
Nikolaos and his Cypriot partner Onoufrios continued his 
work throughout the Archbishopric of Ohrid, in Verati, Kas-
toria, Valsh, Zrze, Kičevo, and the monastery of St. Naum.39
Once again Venice appears as a center inﬂ  uencing 
and forming Orthodox painters in a way that simultaneously 
demonstrates its own afﬁ  nities with the civilization of Byz-
antium. These eclectic afﬁ  nities are evident in the example 
of Gentile Bellini’s renovatio of Bessarion’s reliquary. Both 
32 For the Ohrid Museum v. G. Subotić, Η καλλιτεχνική ζωή στο 
Άγιον Όρος πριν την εμφάνιση του Θεοφάνη του Κρητός, in: Ζητήματα 
Μεταβυζαντινής Ζωγραφικής στη μνήμη του Μανόλη Χατζηδάκη, 72, 82.
33 Reference of the representation in: Garidis, La peinture murale 
dans le monde orthodoxe, 205. Photography of the representation in: Τ. 
P. Giochalas, Στή γη του Πύρρου. Διαχρονικός Ελληνισμός στην Αλβανία, 
Αthens 1993, 196, pl. 446. 
34 Garidis, op. cit., 205, n. 1074.
35 Ē. E. Kollias, Η μνημειακή εκλεκτική ζωγραφική στη Ρόδο, στα 
τέλη του 15ου και στις αρχές του 16ου αιώνα, Athens 2000, 25–26, with ear-
lier bibliography.
36 I. Sisiou, Ο Παλαιός των Ημερών ως ξεχωριστή εικονογραφική 
σύλληψη του ζωγράφου Ονούφριου στην Καστοριά, ZRVI 44/2 (2007) 537–
547. I am grateful to my colleague Ioannis Sisiou, archaeologist, for the 
photographic material.
37 Sisiou, op. cit., 541–543.
38 Gkioles, Εικονογραφικά θέματα, 274. 
39 V. n. 29 supra.
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in this case and in the case of the Orthodox painter Onou-
frios, the tracing of the political and religious choices of the 
environment of the people commissioning and sponsoring 
speciﬁ  c painters adds a parameter to any attempt to inter-
pret their artistic choices. Historical conjunctions, political 
choices, and religious orientations preserved the old and 
dictated a new artistic interchange between Orthodox and 
Western painting in the crucial period from the Fall of Con-
stantinople to the Battle of Lepanto, when for the ﬁ  rst time, 
the Christian West rallied to face the Muslim threat.
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Запажања о уметничкој размени између освојене Византије 
и Венеције и њеној политичкој позадини
Евгенија Дракопулу
То  ком XV и XVI ве  ка, у пе  ри  о  ду кључ  ном за Евро  пу 
и хри  шћан  ство, по  ли  тич  ке од  лу  ке и исто  риј  ске окол  но  сти 
до  ве  ле су до при  бли  жа  ва  ња ис  точ  не и за  пад  не цр  кве. Мле-
тач  ка ре  пу  бли  ка, при  ву  че  на над  моћ  но  шћу ви  зан  тиј  ске кул-
ту  ре, те  жи  ла је ис  пу  ње  њу сво  јих ин  те  ре  са, док су углед  ни 
из  бе  гли Гр  ци из Ви  зан  ти  је оче  ки  ва  ли по  моћ Ве  не  ци  је у 
бор  би пр  о  тив Осман  ли  ја. За  хва  љу  ју  ћи при  ли  ву умет  нич-
ких де  ла са пра  во  слав  ног Ис  то  ка, ре  не  сан  сни сли  ка  ри Ве-
не  ци  је XV ве  ка мо  гли су бо  ље да се упо  зна  ју са умет  но  шћу 
Ца  ри  гра  да и да та  ко оства  ре но  ва до  стиг  ну  ћа.
Ђен  ти  ле Бе  ли  ни по  зван је 1472. да сли  ка  ма укра  си 
вра  та та  бер  на  кла у ко  јем је чу  ван ре  ли  кви  јар са две ре  ли-
кви  је Ча  сног кр  ста и две че  сти  це Хри  сто  вог огр  та  ча. Тај 
ре  ли  кви  јар у ства  ри је чу  ве  на ста  вро  те  ка ко  ју је кар  ди-
нал Ви  са  ри  он по  да  рио мле  тач  ком брат  ству Scu o la  Gran-
de  dei  Bat tu ti  del la  Ca ri tà, ве  о  ма зна  чај  ној ин  сти  ту  ци  ји у 
по  ли  тич  ком и ре  ли  ги  о  зном жи  во  ту гра  да. Би  ло је то 1463. 
го  ди  не,  ка  да  је  Ви  са  ри  он  иза  бран  за  чла  на  по  ме  ну  тог 
брат  ства. Стил  ске од  ли  ке сце  на стра  да  ња Хри  сто  вих ко  је 
укра  ша  ва  ју ре  ли  кви  јар ука  зу  ју на то да пр  во  бит  на де  ко  ра-
ци  ја при  па  да сли  кар  ству епо  хе Па  ле  о  ло  га, тач  ни  је да су 
на  ста  ле у дру  гој по  ло  ви  ни XIV ве  ка. У Гри  го  ри  ју Ис  по-
вед  ни  ку (ΓΡΗΓΟΡΙΟΥ ΠΝ[ΕΥΜΑΤΙΚ]ΟΥ) по  ме  ну  том у 
нат  пи  су на ре  ли  кви  ја  ру пре  по  зна  је се Гри  го  ри  је, уни  јат-
ски па  три  јарх Ца  ри  гра  да (1445–1455). Дра  го  це  на ста  вро-
те  ка до  спе  ла је у Ви  са  ри  о  но  во вла  сни  штво сре  ди  ном XV 
ве  ка, ка  да је у Ри  му бо  ра  вио с па  три  јар  хом Гри  го  ри  јем 
због пре  го  во  ра с па  пом Пи  јем II и за  пад  ним вла  да  ри  ма о 
суд  би  ни пра  во  слав  них на  ро  да. Основ  ни раз  лог тог по  ли-
тич  ки и ре  ли  гиј  ски мо  ти  ви  са  ног чи  на би  ло је ства  ра  ње 
са  ве  за хри  шћан  ских сна  га ра  ди бор  бе пр  о  тив осман  лиј-
ског ши  ре  ња. У тој али  јан  си по  ра  же  ни Гр  ци ви  де  ли су на-
ду за нов кр  ста  шки по  ход, пап  ска цр  ква још је  дан на  чин 
на  ме  та  ња свог ауто  ри  те  та у Евро  пи, док је Ве  не  ци  ја же  ле-
ла да су  зби  је осман  лиј  ску моћ на Ме  ди  те  ра  ну.
Бе  ли  ни  јев умет  нич  ки по  сту  пак пре  по  зна  је се као 
re no va tio. Укра  ша  ва  ју  ћи вра  та та  бер  на  кла, он је на се  дам 
ма  лих сце  на из ци  клу  са Стра  да  ња вер  но по  но  вио грч  ке 
нат  пи  се и по  кре  те све  ти  те  ља с Ви  са  ри  о  но  ве ста  вро  те  ке. 
У свом умет  нич  ком по  ступ  ку, ме  ђу  тим, он се уда  љио од 
скло  но  сти ка де  та  љи  ма и од пре  вла  да  ва  ња цр  ве  не бо  је, 
што су обе  леж  ја ста  ри  јег де  ла, да  ју  ћи пр  вен  ство оке  ру и 
цр  ним сен  ка  ма. Тим ли  ков  ним сред  стви  ма до  ча  ра  на је 
ат  мос  фе  ра скром  но  сти и по  бо  жно  сти, по  себ  но из  ра  же-
на на пред  ста  ва  ма кле  че  ћих фи  гу  ра па  тро  на и чла  но  ва 
брат  ства у до  њем де  лу Бе  ли  ни  је  ве сли  ке. 
У дру  гом де  лу ра  да па  жња је по  све  ће  на мол  ба  ма за 
ује  ди  ње  ње ко  је су Све  тој сто  ли  ци у Ри  му у XVI сто  ле-188
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слав  ни свет у окви  ру пр  о  у  ни  јат  ских стру  ја  ња у Охрид  ској 
архи  е  пи  ско  пи  ји у XVI ве  ку.
Из  не  те  тврд  ње  до  бро  пот  кре  пљу  ју  два  при  ме  ра 
пред  ста  ве Све  те Тр  о  ји  це. Њих је та  ко  ђе из  вео зо  граф 
Ону  фри  је, јед  ну у цр  кви Све  тог Ни  ко  ле у Шел  ка  ну код 
Ел  ба  са  на (1554), а дру  гу у Све  тим апо  сто  ли  ма у Ка  сто-
ри  ји (1547). У цр  кви Све  тог Ни  ко  ле на  сли  ка  на је пред-
ста  ва Тр  о  јич  ног Бо  га са три гла  ве (ΑΓΙΑ ΤΡΙΑΣ) од ко  јих 
се ши  ре све  тло  сни зра  ци. Ону  фри  је је исто ико  но  граф-
ско ре  ше  ње при  ме  нио не  што ра  ни  је, око 1535, у цр  кви 
ма  на  сти  ра Зр  за код При  ле  па. Са  свим рет  ка у пра  во  слав-
ном сли  кар  ству, та пред  ста  ва би  ла је ра  ши  ре  на на сред-
њо  ве  ков  ном За  па  ду то  ком XV и XVI ве  ка. На  гла  сак на 
Хри  сто  вом ли  ку на пред  ста  ви Све  те Тр  о  ји  це у Шел  ка  ну 
ука  зу  је на ри  мо  ка  то  лич  ко уче  ње о ис  хо  ђе  њу Све  тог Ду-
ха „и од Си  на“ (Fi li o que). Пред  ста  ва из ко  стур  ских Све-
тих апо  сто  ла от  кри  ве  на је при  ли  ком не  дав  них кон  зер  ва-
тор  ских ра  до  ва на за  пад  ном зи  ду на  о  са, из  над ула  за. То 
је ан  тро  по  морф  на пред  ста  ва Све  те Тр  о  ји  це. Сре  ди  шњи 
део ком  по  зи  ци  је за  у  зи  ма Ста  рац да  на у кру  жном ме  да-
љо  ну упи  са  ном у ква  драт, ко  ји се уз  ди  же у дво  стру  кој 
сла  ви. Сли  ку ко  ја при  ка  зу  је две лич  но  сти Све  те Тр  о  ји-
це – Бо  га Оца и Си  на – пра  ти нат  пис Ο ΩΝ, Ι(ΗΣΟΥ)С 
Χ(ΡΙΣΤΟ)С и ΠΑΛΑΙΟΣ ΤΩΝ ΗΜΕΡΩΝ. То што Све  ти 
Дух ни  је при  ка  зан на  во  ди на по  ми  сао да је у пи  та  њу по-
сту  пак сми  шљен ра  ди ис  ти  ца  ња Си  на и ис  хо  ђе  ња Све-
тог Ду  ха од ње  га.
У  исто  риј  ским,  по  ли  тич  ким  и  цр  кве  ним  окол-
но  сти  ма  раз  до  бља  оме  ђе  ног  па  дом  Ца  ри  гра  да (1453) 
и бит  ком код Ле  пан  та (1571) као кључ  ним до  га  ђа  ји  ма 
оства  ре  на је по  ја  ча  на раз  ме  на на по  љу пра  во  слав  не и за-
пад  но  е  вроп  ске умет  но  сти. При то  ме је Ве  не  ци  ја има  ла 
ва  жну уло  гу умет  нич  ког сре  ди  шта у ко  јем су се обра  зо-
ва  ли грч  ки сли  ка  ри.
ћу упу  ћи  ва  ли пред  став  ни  ци не  ких пра  во  слав  них цр  ка  ва 
са Ис  то  ка. И охрид  ски архи  е  пи  скоп Пр  о  хор (око 1525–
1550),  сна  жна  лич  ност,  из  у  зет  но  ак  ти  ван  на  цр  кве  ном, 
по  ли  тич  ком и кул  тур  ном по  љу, обра  тио се За  па  ду тра  же-
ћи по  моћ због те  шко  ћа иза  зва  них осман  лиј  ским осва  ја-
њи  ма. Већ у XV ве  ку пр  о  за  пад  не и пр  о  у  ни  јат  ске те  жње у 
пра  во  слав  ној сре  ди  ни би  ле су ис  ка  за  не ства  ра  њем но  вих 
ико  но  граф  ских те  ма. У пра  во  слав  ној ико  но  гра  фи  ји XV 
и XVI ве  ка сим  бол уни  јат  ске по  ли  ти  ке би  ла је пред  ста  ва 
апо  сто  ла Пе  тра и Па  вла у за  гр  ља  ју или с мо  де  лом фи  рен-
тин  ске ка  те  дра  ле. У цр  кви Све  тих апо  сто  ла у Ка  сто  ри-
ји, ко  ју је осли  као зо  граф Ону  фри  је 1547. го  ди  не, на  ла  зе 
се при  ме  ри та  квих пред  ста  ва: Пе  тров и Па  влов за  гр  љај 
кра  си ни  шу из  над за  пад  ног ула  за (Ο ΑΓΙΟΣ ΠΕΤΡΟΣ, Ο 
ΑΓΙΟΣ ΠΑΥΛΟΣ), док су дво  ји  ца апо  сто  ла с мо  де  лом цр-
кве у ру  ка  ма на  сли  ка  на у уну  тра  шњо  сти хра  ма. Зо  граф 
Ону  фри  је, пр  о  то  је  реј гра  да Нео  ка  стра (да  нас Ел  ба  сан у 
Ал  ба  ни  ји), ве  о  ма та  лен  то  ван сли  кар и бли  зак са  рад  ник 
архи  е  пи  ско  па Пр  о  хо  ра, био је ак  ти  ван упра  во на под  руч  ју 
Охрид  ске архи  е  пи  ско  пи  је. Из кти  тор  ског нат  пи  са у цр  кви 
Све  тих апо  сто  ла у Ка  сто  ри  ји са  зна  је се да је сли  ка  ре  ва 
по  ро  ди  ца би  ла из Арго  са, гра  да на Пе  ло  по  не  зу, ко  ји је до 
1560. био под вла  шћу Мле  тач  ке ре  пу  бли  ке, као и то да 
је не  ко вре  ме бо  ра  вио у Ве  не  ци  ји. Сли  ка  ре  ва по  ве  за  ност 
с Ве  не  ци  јом огле  да се и у оби  љу за  пад  них еле  ме  на  та за-
сту  пље  них на ње  го  вим фре  ска  ма и ико  на  ма. Упр  кос чи-
ње  ни  ци да је осно  ва Ону  фри  је  ве умет  но  сти ви  зан  тиј  ска, 
ви  со  ке, из  ду  же  не све  ти  тељ  ске фи  гу  ре, у ко  ји  ма се пре  по-
зна  ју тра  го  ви по  зно  го  тич  ког сти  ла, сме  ште  не из  ме  ђу лу-
ко  ва ду  ги  них бо  ја, као и архи  тек  тон  ски еле  мен  ти и ико-
но  граф  ски де  та  љи, по  ка  зу  ју ита  ли  јан  ске ути  ца  је. Ја  сно је 
да је Ону  фри  је имао бо  га  то зна  ње о умет  но  сти Па  ле  о  ло  га, 
обо  га  ће  но по  зна  ва  њем за  пад  ног сли  кар  ства ко  је је сте  као 
у Ве  не  ци  ји. Он је пре  но  сио пр  о  за  пад  не иде  је у пра  во-